Перетин перформативного й хореографічного мистецтв Східної Європи початку XXI століття by Shabalina, Olena
Вісник Національної академії керівних кадрів культури і мистецтв № 4’2017  
 237 
6. Прогнозирование моды в украинской fashion-industry [Электронный ресурс]. Режим доступа: http://podium-
lex.com/ publikatsii/teoriya-i-praktika-fashion- prognozirovaniya/prognozirovanie-mody-v-ukrainskoj-fashion-industry.html 
7. Симмонс Д. KISS. Демон снимает маску: справочное пособие / Д. Симмонс. – Москва: Амфора-арт, 
2012. – 288 с. 
8. Чупріна Н.В. Апсайклінг та його визначення як напряму екодизайну в сучасній індустрії моди / Н.В. Чу-
пріна, М.Б. Сусук // Вісник ХДАДМ, – Харків, 2014. – ғ3. – С. 38-41. 
9. Чупріна Н.В. Енергозберігаючі технології екодизайну у створенні сучасного одягу як продукту індустрії 
моди / Н.В. Чупріна // Вісник КНУТД. – К., 2013. – ғ6. – С. 245 – 253 
10. Чупріна Н.В. Ресурсозбереження як принцип розробки екологічно орієнтованого модного одягу в су-
часній індустрії моди / Н.В. Чупріна. – Вісник КНУТД, 2014. – ғ5. – С. 219-225 
11. Шведский дизайн – границы прозрачнее, рамки шире [Электронный ресурс]. Режим доступа: 
http://eugeo.ru/shvedskij-dizajn/  
12. Шенкер Р. "Scorpions" Rock your life: биография и мемуари / Р. Шенкер. – Москва: Эксмо, 2011. – 318 с. 
13. Экологичные марки: 10 западных и 5 российских [Электронный ресурс]. Режим доступа: 
http://www.wonderzine.com/wonderzine/style/trends/122163-top-10-eko-brendov 
References 
1. Halin, A. (2009). Queen. Show goes on. Moscow: Transstroiservis [in Russian]. 
2. History of western music (07.10.2016). Retrieved from http://www.rock-book.ru/total/rock_story/west.html [in 
Russian]. 
3. Criteria of Eco-Fashion and Ecodesign (25.11.2106). Retrieved from http://green.glossy.ru/lifestyle/ 
ecofashion-criteria-231/ [in Russian]. 
4. Fashion: spring-summer 2018 (17.03.2017). Retrieved from http://thewom.ru/moda-style/moda-vesna-leto-
2018/ [in Russian]. 
5. Poddubko, L. M. (2010). Eco-design. Nikopl: Amphora [in Ukrainian]. 
6. Prognostication of fashion is in Ukrainian fashion-industry (26.10.2014). Retrieved from http://podium-lex.com/ 
publikatsii/teoriya-i-praktika-fashion-prognozirovaniya/prognozirovanie-mody-v-ukrainskoj-fashion-industry.html [in Russian]. 
7. Simmons, D. (2012). Demon throws off the mask: certificate manual. Moscow: Amphora-art [in Russian]. 
8. Chouprina, N.V. & Susuk, M.B. (2014). Upcycling and its determination as ecodesign trend in modern 
fashion industry. Visnyk Kharkivskoi Derzhavnoi akademii dyzainu ta mystetstv, 3, 38-41 [in Ukrainian]. 
9. Chouprina, N.V. (2013). Energy keeping technologies of ecodesign in creation of modern clothing of as a product 
of fashion industry. Visnyk Kyivskoho natsionalnoho universitetu tekhnolohii ta dyzainu, 6, 245-253 [in Ukrainian]. 
10. Chouprina, N.V. (2014). Resource saving as an elaboration principle of ecologically oriented fashionable clothes 
in modern fashion industry. Visnyk Kyivskoho natsionalnoho universitetu tekhnolohii ta dyzainu, 5, 219 – 225 [in Ukrainian]. 
11. The Swedish design – more transparent borders, wider scopes (01.03.2012). Retrieved from http://eugeo.ru/ 
shvedskij-dizajn/ [in Russian]. 
12. Shenker, R. (2011). Rock your life: biography and memoirs. Moscow: Eksmo [in Russian]. 
13. Ecofriendly brands: 10 western and 5 Russian ones (19.05.2011). Retrieved from http://www.wonderzine.com/ 
wonderzine/style/trends/122163-top-10-eko-brendov [in Russian]. 
Стаття надійшла до редакції 18.09.2017 р. 
 
 
UDC 793.322(4-11) "20" 
 
Shabalina Olena© 
Ph.D. in Art History, Senior Lecturer, 
Head of the Chair of Contemporary Choreography 
Kharkiv State Academy of Culture 
0509118499a@ukr.net 
 
INTERSECTION OF PERFORMATIVE AND CHOREOGRAPHIC ARTS  
OF THE EASTERN EUROPE EARLY IN THE 21ST CENTURY 
 
The purpose of the article. The research is related to the search for new means and methods of justifying the 
aesthetic and ethical-moral norms as the ground for analysis of the principles and devices of performative techniques in 
contemporary dance art. The crisis of certain development models of contemporary dance art does not always consider 
the place and the role of an experiment in perceiving the emergence of choreographic lexis and the conflict of social, 
political and spiritual transformation in the dance art. There is a comparative review of contemporary Polish art perfor-
mances, which exploit different principles and techniques for interaction with the audience and the space on the base of 
the individual creative work of Polish choreographers. The research studies the principles and devices of performative 
techniques as the instrument of emotional and social expression of an individual within the emotionally oriented environ-
ment with the help of verbal interaction with the perception object. Methodology of the research lies in the application of 
the comparative and historical logical methods. The previously mentioned methodological approach enables revealing 
and analyzing certain models concerning anthropological components of performative practices in order to find the dy-
namic view of the contemporary dance future and new dimensions of its origin and visual perception. Scientific novelty 
of the work consists in broadening of the image of the artist’s freedom evolution in different types of contemporary dance. 
Contrastive analysis of the Polish contemporary art performances and the stated system of contemporary dance and the 
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beginning of post-modern experiments gives an opportunity to understand better the anthropological determinant, which 
gradually deepens the analysis of creative initiative in acknowledging the essential individual artist’s freedom. Conclu-
sions. Understanding the development of paradigmatic systems, based on the moral component of contemporary dance 
art gives the new starting point for reformative activity in the direction of considering universal human values. The con-
temporary choreographic art establishing itself on the moral universal principles and authentic approach to creation of the 
new principle of movements advances to strengthening itself as an energy field of modern culture. 
Keywords: social and cultural paradigm, anthropological paradigm, performance, performer, Actionism art, pro-
cess translation, contemporary, social and psychological break dance, art-therapy, collective stamina.  
 
Шабаліна Олена Миколаївна, кандидат мистецтвознавства, доцент, завідувач кафедри сучасної хо-
реографії Харківської державної академії культури 
Перетин перформативного й хореографічного мистецтв Східної Європи початку XXI століття 
Мета роботи. Дослідження пов'язане з пошуком нових засобів та методів обґрунтування естетичних й 
морально-етичних норм як основи для аналізу принципів і прийомів перформативних технік в сучасному хорео-
графічному мистецтві. Криза певних моделей розвитку сучасного хореографічного мистецтва не завжди враховує 
місце та роль експерименту в сприйнятті виникнення хореографічної лексики й конфлікту соціальних, політичних 
та духовних перетвореннях в мистецтві танцю. Наведено компаративний огляд перформансів сучасного ми-
стецтва Польщі, в яких застосовані різні за принципами техніки роботи із глядачем і простором на основі 
індивідуальної творчості хореографів Польщі. Розглядаються принципи і прийоми перформативних технік як ін-
струменту емоційного і соціального вираження особистості в емоційно орієнтованому середовищі за допомогою 
вербальної взаємодії з об'єктом сприйняття. Методологія дослідження полягає в застосуванні компаративного, 
історико-логічного методів. Зазначений методологічний підхід дозволяє розкрити та піддати аналізу певні моделі 
стосовно антропологічної компоненти перформативних практик з метою знайти динамічний погляд на майбутнє 
сучасного танцю, нові виміри його виникнення та візуального прийняття. Наукова новизна роботи полягає в роз-
ширенні уявлень про еволюцію свободи митця в різних видах сучасного танцю. Порівняльний аналіз перформансів 
сучасного мистецтва Польщі та усталеної системи модерного танцю, начало постмодерних експериментів й засоби 
перформативного танцю сьогодення надає можливість глибше усвідомити антропологічну детермінанту, яка посту-
пово поглиблює аналіз творчого начала у визнанні необхідної свободи особистості митця. Висновки. Осмислення 
розвитку парадигмальних систем, що засновані на моральній складовій сучасного мистецтва танцю дає нову точку 
відліку для реформаторської діяльності в напрямку врахування загальнолюдських цінностей. Мистецтво сучасної 
хореографії, розбудовуючи себе на моральних загальнолюдських принципах та автентичному підході до утворення 
саме нового принципу руху просувається до самозміцнення як енергетичного поля сучасної культури. 
Ключові слова: соцокультурна парадигма, антропологічна парадигма, перфо рманс, перформер, акціоніст-
ське мистецтво, трансляція процесу, контемпорарі, соціально-психологічний Брейк данс, арт-тераппія, колективна 
витривалість. 
 
Шабалина Елена Николаевна, кандидат искусствоведения, доцент, заведующая кафедрой совре-
менной хореографии Харьковской государственной академии культуры 
Пересечение перформативного и хореографического искусств Восточной Европы начала XXI века 
Цель работы. Исследование связано с поиском новых средств и методов обоснования эстетических и 
морально-этических норм как основы для анализа принципов и приемов перформативных техник в современном 
хореографическом искусстве. Кризис определенных моделей развития современного хореографического искус-
ства не всегда учитывает место и роль эксперимента в восприятии возникновения хореографической лексики и 
конфликта социальных, политических и духовных превращениях в искусстве танца. Приведен компаративный 
обзор перформансов современного искусства Польши, в которых применены разные за принципами техники ра-
боты со зрителем и пространством на основе индивидуального творчества хореографов Польши. Рассматрива-
ются принципы и приемы перформативных техник как инструмент эмоционального и социального выражения 
личности перформера в эмоционально ориентированной среде с помощью вербального взаимодействия со зри-
телем. Методология исследования заключается в применении компаративного, историко-логического методов. 
Отмеченный методологический подход позволяет раскрыть и подвергнуть анализу определенные модели пер-
форманса относительно антропологической компоненты перформативных практик с целью найти динамический 
взгляд на будущее современного танца, новые измерения его возникновения и визуального принятия. Научная 
новизна работы заключается в расширении представлений об эволюции свободы художника в разных видах 
современного танца. Сравнительный анализ перформансов современного искусства Польши и устоявшейся си-
стемы модерного танца, начало постмодерных экспериментов и средств перформативного танца нынешнего 
времени предоставляет возможность глубже осознать антропологическую детерминанту, которая постепенно 
углубляет анализ творческого начала в признании необходимой свободы личности художника. Выводы. Осмыс-
ление развития парадигмальних систем, которые основаны на моральной составляющей современного искус-
ства танца дает новую точку отсчета для реформаторской деятельности в направлении усиления общечелове-
ческих ценностей. Искусство современной хореографии, простраивая себя на моральных общечеловеческих 
принципах и аутентичном подходе образования именно нового принципа движения продвигается к укреплению 
энергетического поля современной культуры. 
Ключевые слова: соцокультурная парадигма, антропологическая парадигма, перфо рманс, перформер, 
акционистское искусство, трансляция процесса, контемпорари, социально-психологический Брейк данс, арт-
терапия, коллективная выносливость. 
 
Introduction. Traditional art is realized through the social and cultural paradigm. Essentially, it is 
about the directionality from culture to a person with an affirmation of academic ideals and the principles of 
their perception. In the situation of establishing the post-modern "image-spectator" relation, the art is based 
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on another – anthropological – paradigm, its directionality from person to culture with an opportunity of spec-
tator and author joint authorship. Thus, neo-avant-gardism art of the 70-80s of the 20th century becomes the 
platform for development of the performance the aesthetics, based on the priority and self-reliance of the 
creative act. While in the USA the performance stands for professionalized activity being similar to perform-
ing arts (such as a dance, music and singing), in Europe and Canada it retains its radical character, freedom 
and splendid intimate origin. There are evidences in the "conceptual shamanism" by I. Base and "living 
sculptures" by Gilbert & George. 
Thematic justification. Today, a performance is based on creativity, which is a way of living. Perform-
ers are those who create, perform actions and speak in their own voice, unlike actors who execute scenari-
os. Artists created performance in the XX century. Today, it can be found in theatres, but also in visual and 
musical production. A performance is not to solve a problem. J. Natell says that it is not even aimed at mean-
ing something. However, more and more issues are raised to evoke finding a solution or, at least, searching 
for its direction. 
Today’s experience of performative art development comes to the intersection with the contemporary 
choreographic art, because the range of dimension of the contemporary dance is wide – from social dance 
(sub-cultural communication traditions through movements) to the body theatre (theatrical performance that 
goes beyond theatre). Sometimes, a dance may flow from repetition of a single routine movement that never 
occurred to be called a dance. Sometimes, a dance absorbs acrobatic movements, sophisticated forms of 
coordination and elements of martial arts within the psychological consistency of movements. In other words, 
a dance may encompass a variety of generally accepted as well as unusual movements that allow exploring 
your own body in terms of coordination, elevation, gravitation and ability to employ contact communications 
within improvisation right here and right now. This is how the P. Bausch theatre, Ohad Naharin’s Batsheva 
Dance Company work with the movements, while studying the means of movement creation, creating the 
dance where each movement speaks of current problems and provokes the spectator to co-create the story 
he sees. Focused on the performance format as an Actionist form of art dance becomes created in a real 
time, it depends on the actions of the performing author that the spectator watches. In part, a performance 
originates from ancient traditions of the people's theatre. Commedia dell'arte is the best to represent this kind 
of European experience. Commedia dell'arte (Italian) is also called a comedy of masks. It is a form of theatre 
characterized by improvisation based on a scenarios or sketches with a short storyline and actors in masks. 
The actors took only one character and led it through life, which made them unrivalled in improvising for 
many hours. The skomorokhs was a similar experience of the East Slavs. That experience was later passed 
from Kyivan Rus to Ukrainian Cossack state. 
Research analysis. The cultural anthropology, as a science that studies human behavior and the re-
sults of its activity, was established in early 20th century. Many specialists such as Claude Lévi-Strauss [7], 
and Ihor Kon[6] made contribution to the development of this discipline. Anthropological paradigm develop-
ment issues in culture is quite new for national science, art, education but they have already been reflected 
in the works of such scientists as H. Kabakova [5], andV. Rozin [8]. The art of performance has been con-
sidered by D. Bulychova [2], A. Tarasov [9], and Y. Zakharova [3]. N. Balynina [1], and V. Lauson [4], have 
analyzed performance in choreography of the Western countries. Contemporary dance art of the Eastern 
Europe develops through the implementation of Western Europe experience and author researches of mod-
ern choreographers. Polish Dance Platform – the project for studying the contemporary dance art experience 
of Eastern Europe, Ukraine and Georgia, presented by Jadwiga Grabowska (Jagiellonian University, Kra-
kow) and Grzegorz Kondrasiuk (Maria Curie-Skłodowska University, Lublin), is based on the cultural organi-
zation Zelyonka, headed by Anton Ovchynnykov in partnership with Oleksandr Manshylin (Ph.D. in Art Histo-
ry in KNUCA) [12]. Analysis of the facts of creative experience of contemporary Polish choreographers such 
as Aurora Lubos, Maciej Kuźmiński, Kuli Rosna, Kenneth Flake, Janusz Orlik and Hygin Delimat enlightens 
the patterns and personal instruments of the authors of the "Choreographic Territories – Eastern Partner-
ship" cultural project, who unveiled the whole variety of techniques aimed at creating a performance includ-
ing video sequences and water on the stage. The "wide-screen" staging of the mix of plastic and social ideas 
of an author has been realized through five one-act short but accurate forms.  
Aurora Lubos’ performance "Acts" is an actively provoking key to the doors behind of which the do-
mestic violence takes place. It starts long before the official announcement. Aurora is lying at the doorstep 
amidst broken dishes. Even before the official start of the performance, a viewer gets a right to literal-
ly/physically step over the desperate woman.  
- How do women respond to that? – They overstep. 
- And how do men react? – Hesitate but step over the actress, as well.  
Let us analyze the part offered to the viewer, who has to make a choice at the very beginning:  
- violation of personal qualities in case of disagreement and acceptance of the fact of provocation;  
- retreating from the role of participant to the role of a silent observer; 
- disagreement and challenge by means of leaving stage… 
Now the viewer is just an observer, who has refused to give a helping hand to his neighbor. May he 
feel humiliated? Or offended? During the discussion I’m told that not everyone steps across. Some go away, 
some are offered by the performer to drop in when all pass. That is, the performer gives space for the viewer 
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so that he/she could be the part of the performance. I did not have the cruelty to ask during the discussion 
whether the author had experienced domestic violence in her life.  
The performer unlike the actor acts from his/her own self, but in Aurora Lubos’ "Acts", "the desperate 
woman" carries double and even triple line:  
- the victim of violence; 
- the presenter of violence against herself without any external actors, which sometimes resembles 
masochism;  
- tyrant using the means of violence against the viewer manifested in the form of offers of some 
vodka and a piece of cake.  
Is sharing the role of the victim is the real offer from the victim herself? The viewer on his/her own 
place may refuse, may accept the insistent silent treat.  
Is there any need in partner within this space? One partner is a viewer, another is absent but mani-
fested his presence through the result of communication on the appearance and state of his partner.  
The translation of the violence is shown by the woman’s actions and results in conscious accepting 
herself as a victim: demonstration of red hands, tears while handwashing the child’s clothes, writing the ex-
amples of violence on the walls. The translation is enhanced by the video of self-torturing, such as pouring 
lemon juice into her mouth, playing with the knife at her face. Almost all the space is taken by the skirt paint-
ed with the real scenes of domestic violence taken from the study of the real correspondence. There is a bot-
tle of vodka on the floor on the right and the laundry with water dripping loudly on the floor on the left. The 
victim with red painted tears and white paper eyebrows looking like the snowflakes handmade when being a 
kid keeps going around the room in circles. To break the circle of tears and crying the victim screams at the 
top of her voice defiantly looking in the viewer’s eyes, pulling down the child’s clothes washed with so many 
efforts. In addition, here we see the continuation of the cycle, which has not been overcome by her love to 
the child, the cycle where violence causes violence. The denial of violence does not mean the victory over 
violence. Then the woman hovers the viewer with the glass vodka silently offering him to join her; and after 
that under the walls and windows she waltzes with her glass of vodka, which she drinks, she pays attention 
to the viewer inviting him to join her again. Some accepts the invitation and even bite sweets after, some re-
fuse the alcoholic dialogue. Addressing the harmonica the woman hears that among the diversity of the 
chords only one nervous note returns to her, just like the official distress call.  
While studying the dance of the 20th century I have convinced myself and proved that one can say 
through the movement more than the censorship allows saying in words, that with the help of analysis of 
dancing performances of the 20th century one can truly learn about the state of a person. Is the dance in the 
center of the "Acts" performance? The author is sure that the movement does not play much in discovering 
the theme of the performance. One can assume that the limited usage of movement is the limit of the free-
dom of the individual who is gripped by the fear of abuse, which cannot be overcome. All the actions resem-
ble the process of art-therapy, but the scream did not turn into song, vodka leads to the echo of a single note 
of harmonica, and drunk movements did not turn into dance…Nevertheless, everything gave us information 
about the existence of the problem and proved the cyclical nature of it. During the discussion of the perfor-
mance, which has become the usual procedure, the author emphasizes that she is willing to share the ad-
dresses of the hostels for battered wives with those who would ask for help, gives examples of people whom 
she managed to help. But her actions did not encourage me to trust her, because anytime there was a hope 
for escape, Aurora rejected it with her own hand: self-beating, pulling the washed child’s clothes down, drink-
ing alcohol without any external signs of enforcement, in other words, she took actions which cannot be seen 
as the way of liberation. We can also see the search that did not lead to the result in the experience of 
P.Bausch, the author of "the theatre of dance" as the form of spectacle, on the example of "Muller Café" 
(1978), but we can see the way of the search there [1]. If Aurora refused from movement in her search for 
the way, the play of Janusz Orlik "Insight" is built on the plastique of movement. According to the announce 
he sends the viewer to the trip through the labyrinth of the human body. However, the challenges of the emo-
tional state of the owner of this body are seen not as a simple travel but as a very nervous, sometimes com-
pulsive and sometimes apathetic. The animation and isolation of the movement has become the base of the 
choreographic lexis, which has been carried with the sweater-partner. The sweater when having been taken 
off has been left on the face: the screen/the mask/the revealing of himself for himself… The performer tries 
to find the way to himself through the "withdrawal" from the outside world. Having entered the personal 
sweater one can find himself and turn back or cannot find the way to himself or not turn back to the world. 
The hero finds the comfort "Inside" zone staying in the sweater zone, or in "Chelaut" the zone of today di-
mension of isolated communication. The one-dimensional center of attention is opposed by the internal and 
external worlds, and the dialogue between P.Bausch and the performance "Muller Café", the heroes of which 
while looking for the exit have passed the doors located in several walls, and even the final glass doors have 
turned to be just the revolving gates leading back.  
Hygin Delimat, the author and performer of "Forlivingin", actualizes the problem of societal alienation 
of block and solitary life, limited communication among large heaps of people. He draws on the body plas-
tique, shows the problem through the dialogue of his own body parts. I have expected for such social and 
psychological break dance with the tough motivation of street art on the shaping the individuality for a long 
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time. It is a deep echo of W.Forsythe’s experience with an emphasis on the fact that the movement can be 
originated by any part of the performer’s body.  
Maciej Kuźmiński’s performance "Room 40" has been announced as a poetic, provocative and mov-
ing play that delivers the existential feelings to the viewer with the help of choreography.  
For better perceiving of the visual imaging let us turn to the dictionary: "Existentialism or philosophy of 
existence (French Existentialisme from Latin exsistentia – existence) is a philosophical direction of the 20th centu-
ry which views and studies a human being as a unique spiritual being that is able to choose its own destiny. The 
main expression of existence is freedom, which is defined as the responsibility for the result of the choice…" 
Maciej Kuźmiński’s performance "Room 40" shows the utilization of movement in an unusual for the viewer 
plane and proves that the horizontal can become the vertical for someone. By choosing the horizontal plane 
instead of the vertical one, the author has proved his personal right of existential expression of freedom. As for 
the images created by the horizontal choreography, the key moment is unity. From the beginning of the perfor-
mance four girls have been standing still in the plank position (front support position) staring at the floor during 
five minutes. First, that is a static challenge for the viewer, since not everyone accepts that statics is a move-
ment as well and that the absence of open communication enhances the subconscious communicative image. 
An unordinary viewer turns nervous, applauds though hears soft academic music somewhere. Second, every-
one understands that was not an easy task and if one falls, all will fall, so that is an expression of collective 
stamina (in two worlds – the world of the audience and the world of the performers) and personal freedom of 
every heroine. Moreover, as was found out later, the girls worried about this fragment more than about any 
other, they worked on the strength of character, "were talking to their shadows not to look up", counted and 
understood that the unity invigorated them. Showing female endurance through the Floorworkcontemporary 
technique stands next to the M.Graham’s challenge of early 20th century. The challenge was the first step to 
using the horizontal plane and levels, invented balance and angles, shortened feet and hands, transitions from 
level to level, wants to be neither flower, nor wind nor Silphida, for it wants to show dexterity and skillfulness of 
female body, able to perform the same choreographic activity as men [2]. Today Maciej Kuźmiński has used 
high physical activity to show the strong will of a frail woman, who nevertheless became a flower of plastic 
movements in the splashes of water, the nude body of which was the pure aesthetics of movement. Perhaps, 
this freedom became the expression of existence, which is defined as a responsibility for the result of one’s 
choice. However, the solo has been performed (the solo for four), because there is a feeling in the air that all of 
them could be the part since their entity has been perceived by the viewer.  
The performance title "Room 40" chosen in accordance with the postmodern tradition had not told 
anything to the viewer until it was not said during the discussion that the idea of the play came to the author 
during his stay at hospital room No. 40, where the only plane for everyone was the horizontal plane of the 
patient, and the vertical plane remained for the healthy ones. Perhaps, the oppressive anticipation of the 
power to return gave the idea of using exclusively horizontal elements of the chosen technique. This became 
the basis giving the feeling of load, oppression and, at the same time, power capable of combining the direc-
tions and this power is given to the woman by the author. The solo radiates mostly the flavor of delight and 
the horizontal is no longer the weak side.  
"Does the viewer witness the birth of absolute quality and completion of images" as was announced 
by the advertisements? It cannot be said with absolute certainty. The pipe from which the water begins to 
pour was conceived by the author as a drop counter and the Ukrainian audience understood it as navel 
string. And this cannot be made absolute since the viewer is not given the right of his own perception.  
The search for personal identity unites the three performances of the platform. Pulse music and 
poster and lightning-fast video in the play of Kuli Rosna and Kenneth Flake "Stalking Paradise" have been 
prevailing over human movements giving the final word to the dream/search/modern phobia of "not being a 
cog in the machine", when you indeed have to be an element of a huge organism with no claims to the 
greatness of "the creator" and "the king of the nature".  
Conclusions. Understanding the development of paradigmatic systems, based on the moral compo-
nent of contemporary dance art gives the new starting point for reformative activity in the direction of consid-
ering universal human values. The contemporary choreographic art establishing itself on the moral universal 
principles and authentic approach to creation of the new principle of movements advances to strengthening 
itself as an energy field of modern culture. The experience of the 20th century is fundamental for the experi-
ments of the 21st century, which prove the sustainability of the term "modern dance" as an established sys-
tem and encourage postmodern experiments open to the search of the system. Furthermore, the fruitful ex-
perience inspires search in modern choreographic art and development of communicative direction of art. 
The use of contemporary movement techniques, deep insight into personal experience and accepting the life 
in the blood memory may be particularly emphasized. 
Theoretically, we are looking for the answers to philosophical questions, but we are gaining more 
experience to reach the truth and to add the beauty to the expressive means once moved by postmodernists.  
The intersection of experience of Aurora Lubos, Maciej Kuźmiński, Kuli Rosna, Kenneth Flake, Janusz 
Orlik and Hygin Delimat with the experience of the artists of the 20th century creates a picture of healthy cultural 
and artistic potential for developing new means of using the movement within the postmodern space.  
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ПНЕВМАТИЧНІ ЗАСОБИ КОНСТРУЮВАННЯ СЦЕНІЧНОГО ПРОСТОРУ 
 
Мета статті – проаналізувати і систематизувати досвід застосування сучасних пневматичних засобів 
конструювання сценічного простору. Методологічною основою дослідження є системний аналіз. Пневматичні 
конструкції та вироби як складова мистецького процесу у сфері сценічного мистецтва з наукової точки зору розг-
лядаються вперше, що і визначає наукову новизну дослідження. Висновки. У сценічному мистецтві повітроопо-
рні споруди виконують функції архітектури і сценографії і мають такі переваги: компактність, мобільність, універ-
сальність, низька вартість, легка модернізація, швидкість монтажу-демонтажу та ін. Залежно від складу 
наповнювача та оболонки вони мають різне сценічне призначення. Засоби сценічного аеродизайну можна класи-
фікувати на статичні (пневмодекорації, меблі, латексні та вінілові кулі) та динамічні (аеростати, пневмогірлянди, 
пневмоківти, пневмокостюми, прилади імітації вогню, зорби, аеромени, пневмороботи). 
Ключові слова: повітроопорні споруди, аеродизайн, сценічний простір, статичні та динамічні пневматичні 
декорації. 
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